The negative positioning of popular films that make the heightened diegetic velocity of bodies, vehicles, and objects their subject is not in itself new, but what is notable is its combination with a growing critical focus on these films' presentational speeds.
2 From David Bordwell's writing on intensified continuity to Steven Shaviro's work on post-continuity, critics and film scholars have highlighted the quickening pace of editing and camera movement in mainstream American cinema, foregrounding the pressure this puts on continuity editing's traditional role of marking out spatio-temporal relations in explicitly visual terms. 3 In the ensuing critical discussion it has become commonplace to suggest that, as "fast" cinema has speeded up, so the spectator has lost more of her sense of diegetic spatial relationships. I want to suggest that this critical commonplace obscures important 2 aspects of both the relationship between speed and visual narration, and the experience of intense diegetic velocities. The fact that so many writers are demanding this type of visually-conveyed spatial clarity from the intense diegetic velocities and presentational speeds of popular cinema is symptomatic, it seems to me, of cultural anxieties about how we orient 3 ourselves in relation to intensifying technological, social, geographical and economic accelerations that have constructed a "speeded-up world in which . . . everyday life skids along on the plane of velocity" -and about, in particular, the "negation of space" these accelerations imply. 8 Paul Virilio has influentially argued that the accelerating speeds of contemporary technologization and modern transportation are changing our relationships to geography, terrain, and territory, producing an increasingly "fleeting figuration of the transfer" between different locations, or what he elsewhere calls the "ruin of the interval." 9 In the era of drone warfare, the circumstance of being unable to visually verify one's spatial orientation in relation to fast-moving screen action might well reverberate with a more general unease about one's orientation to the state and military capacities for near-instantaneous spatial penetration that Virilio so astutely described. 10 In here, now, fastest -that remains in place regardless of whether the spatial relations of the scene are visually verifiable or not.
7
In his poetics of film-thinking, Daniel Frampton cautions that it is "limiting to talk about film form in terms of our perceptual capabilities-film can do more than us, differently to us." 15 Popular cinema is free to "think" bodies-at-speed in ways other than the literal show-and-tell, and is increasingly doing so. In this "fast" cinema, spatial legibility's role begins to come into focus, the exception that proves the (new)
rule, a tool for momentary emphasis, if it is needed at all. And yet this is not the "sensation without orientation" that Emerson alleged, for fast cinema's affective trajectories remain as narratively situated as their spatially legible ancestors. 
